The purpose of this article is to discuss the various stage names of performing artists of the interwar period in Poland -singers, dancers, actors -but also including film and theatre directors, who, even though they did not actually appear on stage or on the film set, also needed attractive names to be placed on posters alongside those of actors. In contrast with pen names (cf. Świerczyńska, 1983), such artistic pseudonyms have not attracted much scholarly interest among Polish onomasticians to date. It is characteristic in that respect that a classic reference work on anthroponymy in Poland, Rzetelska-Feleszko (1998), does not mention stage pseudonyms. Probably the only larger Polish synthetic work to have devoted some space to these onyms is Zawodzińska-Bukowiec (2014).
The reason why individual artists whose stage names have been excerpted here are not identified by profession is that often strict categorization would not have been possible, considering the fact that many of them combined at least two professions. Thus Ada Sari was both an opera singer and an actress; Jerzy Dal-Atan acted and wrote scripts; Leon Trystan was an actor, a film director and a scriptwriter; Edmund Minowicz combined cabaret dancing and singing with acting and theatre directing; Bolesław Franciszek Horski was not only a singer and an actor but a theatre director as well. What is more, many young women, once they achieved popularity as dancers, went into film acting since the developing cinematic industry offered them more exciting work and more public acclaim -this was the case of Alma Kar, Hanna Karwowska, or Loda Halama. According to some accounts, the film directors were willing to employ professional dancers. Filmmaker Arnold Waszyński, for instance, was of the opinion that they were easy to work with on a film set: their bodies were flexible, and their facial expression -professional (cf. Pieńkowski, 2017, p. 23). However, according to Rogowski (2017, p. 415), the transition from cabaret dancing to traditional, high-brow theatre was rather rare; one of the lucky few who managed to achieve this feat was Lena Żelichowska.
Stage names were used by artists for several reasons. First, they helped separate private from professional life -or stage activities from other, "more serious" professional activities; this was especially important in view of the fact that in the analysed period, acting, singing or dancing was frequently considered a somewhat suspicious way of making a living, unworthy of an upper-class member or of an "honest woman". Moreover, in the case of a common birth name, stage names individualized an artist, and thus facilitated the creation of a stage persona. 1 Apart from that, they may also have been useful in fostering a career abroad, either helping the artist to blend into a foreign working environment, or making the name easier for foreign audiences to pronounce and remember; a case in point may be Bogusław Samborski, for whom the assumption of the name Gottlieb 2 Sambor was to help him in his acting career in wartime Austria. Finally, and rather similarly to the case of a foreign career, an artist may want to avoid prejudice. This was especially true of Jewish performers in pre-war Poland (but not of those who acted or sang in Yiddish and whose target audience was Jewish).
Pseudonyms in stage career of performing artists were extremely frequent before WW2. In fact, they were so much taken for granted that a refusal to take one was so unusual as to merit a mention. Actress Renata Radojewska recollected:
The producer who "dared" to offer a film part to a girl unknown to anybody, imposed a strict condition before signing the contract: he demanded that I change my surname... To any name, any but Renata Radojewska. For anyone else, this would have been no problem to worry about -but I dug my heels in. I must remain Renata Radojewska, and that is it. And just imagine: I won. (Quoted after Rogowski, 2017, p. 224; own translation).
The phenomenon did not go unnoticed. In 1936 Kazimierz Brzeski complained in one of the periodicals devoted to the stage:
Poland is the only country in the whole world where artists use pseudonyms that sound completely foreign […] Obviously, a person working in the same line of business is well aware of the fact that many a Rita Klyx, Nina Caraldi, Ineza Van Byck, is in fact our good old Basia, Niusia, Władzia and Helenka, with domicile in Grodzisk Mazowiecki, Sochaczew or Piotrków Trybunalski, but an average audience member, not versed in our artistic matters, is totally flummoxed and generally confused! Naturally this craze of pseudonyms is a product of snobbery, of the lack of self-criticism, of poor orientation; it may be, out of necessity, tolerated in Poland, but one should strongly con-1 A special case was the situation when the birth name of a budding artist had already been in use by another professional. This was what happened to Wojciech Wasilewski, who as a result assumed the stage name Wojciech Wojtecki. 2 The given name Gottlieb is considered a semantic equivalent of the Polish Bogusław or Bogumił.
demn the antics (I can't think of any other term!) of a relatively numerous group of artists who, going to appear abroad, hide themselves under a thick veil of a foreign pseudonym, as if they were ashamed of belonging to their Country (Brzeski, 1936, p. 6; own translation).
Piquancy is added to these words if one considers that their author -real name Kazimierz Fliederbaum -was himself writing these words under a pseudonym (cf. Fox, 2007, pp. 55-56; Jaworski, 2016, p. 19) . Interestingly enough, similar concerns are occasionally voiced today:
I once wondered what motivates Polish artists to accept foreign nicknames. I'm looking at the poster of the announced event in the club X. I'm looking and I can't believe it that in a club like X, only foreign stars will play. Although not very well known, but still from the "west". However, a moment of analysis, the magic of Googling these names and... another big surprise -they are all Poles!!! Well, what interested me, therefore, was: why is it so, why are Polish artists ashamed to choose and use names that in their native language sound somehow normal. Would they be an object of mockery and biting jokes if they were called, for example, Tomek Kowalski, Mariusz Gronkiewicz? 3 Some artists who debuted later, in the 1950s or 1960s, still assumed pseudonyms (Czesława Gospodarek, née Cieślak > Violetta Villas; Czesław Wydrzycki > Czesław Niemen), but generally in the years after 1945 this custom was going into gradual decline. Although to some extent it is still continued to this day, it is probably not as frequent nowadays: while there exist such names as Bodo Kox (birth name Bartosz Koszała), Sara May (Katarzyna Szczołek) or Yach Paszkiewicz (Jan Paszkiewicz), nevertheless surnames like Mucha (‛a fly') or Gruszka (‛a pear'), carried by contemporary Polish actresses, would probably have been replaced with better-sounding pseudonyms in the interwar period. So would the surnames of some contemporary Polish opera singers: Kurzak (cf. kura ‛hen, chicken', kurzak ‛chicken manure'; dial. ‛a person whose job is to make charcoal') or Beczała (cf. beczeć ‛to bleat; to sing out of tune'). There is reason to believe that pressure used to be exerted on the artists by theatre directors or impresarios to invent stage names; sometimes those directors themselves suggested suitable monikers to their protégés. Thus the stage name Vittoria Calma (real name Wiktoria Kotulak) was reportedly invented by her singing teacher Adam Didur (cf. Waldorff, 1984, p. 137).
The list of excerpted stage names (appended at the end of the article) contains over two hundred items, with the corresponding birth names provided in brackets. Since the list is by no means exhaustive, and -due to the limited availability of data -not representative either (as discussed in more detail underneath, it is difficult today to establish the birth names of many stage or film artists), only tentative and very provisional quantitative conclusions may be drawn. For instance, in about half of the cases, the real given name (or one of the real given names) was retained in the stage name, while the surname underwent a change. The opposite phenomenon, with the given name changed and the surname left intact, has been observed in only about 10 per cent of cases. The remainder are stage names in which both elements -the given name and the surname -have been altered, often by shortening and/or otherwise modifying the original given name. This fact would seem to be in contrast with the opinion of Zawodzińska-Bukowiec, who stated that "the first element of the structure of the artistic pseudonym nearly always remained equal to the official registry form of the chosen given name" (2014, p. 240; own translation).
Interestingly, only 84 names on the list belong to men. While this could be a side effect of the non-representativeness of the collection of excerpted onyms, another possible explanation might be the fact that due to the stigma attached to cabaret and film acting women were more likely to conceal their identity.
Most of the discussed stage names were styled to look like real names, 4 i.e. they were composed of a given name, often in an unofficial, diminutive or diminutive-looking form (Tola, Zula, Mila, Ina, Jaga, Bela, Lala, Pola, Dela, Mura) and occasionally with reduplication (Zizi, Lili), and of a surname-like component, sometimes exotic-sounding, like Ordeyg, Dal-Atan, Sari, Ari or Kittay.
5 Very few were mononyms, e.g. Tim-Tom (a pseudonym of Konrad Kusowitzky, which coexisted with his other stage names Konrad Runowiecki and Konrad Tom), RefRen (Feliks Stanisław Konarski), or Reri (Anna Irma Ruahrei Chevalier). In the case of some mononyms, the audience was well aware of the artist's full name, which was also used, on posters or in the rolling credits for example, alongside the mononym. Thus it was obvious to cinema-or theatre-goers that Dodek was Adolf Dymsza, and Messalka was Lucyna Messal (incidentally, neither of these were their bearers' real names).
The analysis of the stage names and their comparison with the respective real names reveals that minority names -mostly German/Jewish or Russian ones -were often made to look Polish (typically ending with -ski/-cki or -icz and including the feminine suffixes for women):
According to Zawodzińska-Bukowiec (2014, p. 289), in Polish terminology such pseudonyms are called aliofiktonimy. Some more Polish terminology applicable here would be: poliglonim (pseudonyms in a foreign language -such as Nora Ney, Harry Cort and others), allonim (using the surname of a real person -e.g. Negri), akronim (built on the basis of the first letters or syllables of the real name -e.g. Marten), anagram (e.g. Sielański). Cf. Zawodzińska-Bukowiec (2014, pp. 289-292). 5 Contrary to appearances, this is a real surname, already attested in Lwów in 1884.
Alina Halska, Tamara > Mira. 6 Alternatively, they also used to be styled to look
Both the motivation and the method of coining a particular artistic pseudonym (as well as the possible relationship with the birth name) is often difficult to establish today. The stories that can be found in memoirs or in the press of the time may shed some light -but they may equally well have been invented to help build the legend of film or stage stars and to satisfy the curiosity of the media or the fans. Eugeniusz Bodo, for instance, reportedly coined his stage surname using the first syllable of his real given name (Bohdan) and the first syllable of one of his mother's given names (Dorota). According to Pola Negri's claims, her stage surname was assumed after the Italian poet Ada Negri.
7 Ina Benita (real name Janina Ferow-Bułhak 8 ), to take another example, is said to have derived her stage surname from the name of a Latin American drink based on banana extract and rum, whereas the name Ina is a shortening of her real given name. An alternative explanation links the stage surname with the given name of Benito Mussolini, rising to power at the time, and the hope of the budding actress that such a similarity might help foster her international career. 9 It is not the only case when the stories explaining the origin of a stage name tend to be contradictory. For example Adolf Dymsza (real name Adolf Bagiński) reportedly owed his stage name to his sister Zuzanna. He is said to have invented for himself the Italian-sounding moniker Scipio del Scampio; however, when somebody phoned from the theatre in which he was to act, asking for the pseudonym to be printed on a poster, his sister allegedly could not find the slip of paper with the scribbled name and improvised Dymsza instead. According to a different story, Dymsza was the surname of an MP to a Russian parliament of the time, found in an almanac-calendar of a popular daily "Kurier Poranny", after a secretary of the theatre "Miraż" suggested that the budding actor should invent a pseudonym for himself. 10 6 In this case only the given name was changed in the attempt to conceal the Ukrainian roots of the actress (Rogowski, 2017, p. 314). 7 This did not stop the actress from suing the producers of sun protection cream Negri, when it appeared on the Polish market (cf. Pieńkowski, 2017, p. 38).
8 Ferow was a Russified version of the surname Ferowska. However, the shape of some pseudonyms allows us today to attempt at guessing its origin. Helena Bellari-Czystogórska (real surname Reinberg), an opera singer of Jewish origin, evidently obtained the second part of her stage surname by translating its constituent parts from German into Polish, while the first, Italiansounding part was probably chosen arbitrarily and owed its existence to the fact that the artist since 1912 worked in Italy. We can also surmise that the actor and director Aleksander Marten (real name Marek Tennenbaum) built his stage surname from the first syllables of his birth name, whereas Henryk Szaro (real name Henoch Szapiro) deleted the middle syllable from his surname, simultaneously also de-Hebraizing his given name. The reorganisation of syllables or letters in a name or in its part appears to have been an option as well: Ludwik Latajner > Kiwdul Talajner, Nasielski > Sielański, Tadeusz Bogdanowicz > Tawicz Żelska . By comparing them with the birth names of the respective artists one can see that sometimes the pseudonyms resulted from the shortening of the birth name by deleting the first or the middle syllable(s): Pindelska > Delska, Zgorzelska > Żelska, Gulanicki > Gucki, Smosarska > Sarska; or that there is at least some phonetic similarity between the birth name and the stage name: Konarek > Korska, Loewinsohn > Wiński. Similarly built surnames appear in literary onomastics, cf. Jan Omski (from the novel "Romans Teresy Hennert" by Zofia Nałkowska). Interestingly, such an archetypal Polish stage name (or, also, a literary surname) survived World War 2, even though the need for an artistic pseudonym in the performing arts does not seem as strong today as before 11 Wojtek is a diminutive of Wojciech. 12 In the sense of a surname that has not developed naturally, independently of the possible transmission of the stage name onto an artist's family.
World War 2. As a case in point might serve the stage name of two post-WW2 singers Rena Rolska (real name Regina Rollinger-Jonkajtys) and Lucyna Arska (real name Lucyna Adrjańska), or the fictional character Lena Barska, the heroine of an eponymous contemporary slice-of-life TV serial. 13 It is perhaps no coincidence that certain stage surnames resemble artificial surnames which in the past used to be given to illegitimate offspring of a nobleman by cutting some part of the surname. Examples of such artificial shorter surnames can be found in Bystroń 1993, pp. 90-91: Zebrzydowski > Idowski, Zwoliński > Woliński, Miłkoski > Koski. The status of the people who appeared on stage was similarly dubious. On the one hand they enjoyed immense popularity, in line with the spirit of the times when "the importance of aristocracy was lessening, old families were losing its social standing fast, replaced by socially advanced arrivistes, among them shining film stars with fabulous earnings" (Koper, 2015, p. 24; own translation). On the other hand, as Pieńkowski (2017, p. 78) notes, before World War 2, despite the great popularity of film, it did not enjoy such a good reputation as the theatre. In consequence, many selfrespecting well-to-do families considered it improper, degrading, humiliating and immoral for their members -especially the female ones -to pursue a career in cabaret or on the big screen; earlier even the theatre itself was suspicious. Consequently, a stage pseudonym helped protect "the good name" of a family. The actress Helena Modrzejewska had to promise to her future in-laws before marrying Karol Chłapowski in 1868 that she would not be using the surname Chłapowski on stage (Pycka, 2011, pp. 215-216). Nora Ney is said to have run away from her family home through a window in 1925 to become an actress, since her Jewish family would not let her pursue acting.
14 The reason why the aristocrat Stanisław Józef ks. Gedyminowicz-Bielski chose for himself an artistic pseudonym Harry Cort 15 may have been similar: although exciting, acting in films was not considered a suitable activity for the blue-blooded.
Another reason for the assumption of pseudonyms was the fact that quite many actors, conversely, were of humble origins (which may have been reflected in their real names), therefore assuming a fancy stage name helped them hide this fact. Young girls from hard-up families used to be sent to ballet schools not in the hope of a professional career but of finding a wealthy husband, or at least a gentleman friend who would support them financially. Thus ballet dancing equalled social advancement (Koper, 2015, pp. 132-133) .
Many hoped that an exotic-sounding name would help them achieve fame not only in Poland but also abroad. This hope was not totally unfounded: as Pieńkowski (2017, pp. 61-63) points out, at the beginning of the sound era in film-making it was quite common to produce several language versions of the same movie, shot with the same actors and in the same decorations. In the later stage of film history the same decorations were used successively by national film crews for various language versions of the same plot. Still, the pretentiousness of foreign-sounding pseudonyms was an object of criticism: "Our film actresses follow in the footsteps of Hollywood stars […] . We don't have such famous stars as Mary Pickford or Greta Garbo. But we have such ones who in order to be more charming (most of all to themselves) assume non-Polish surnames", the press commented. 16 Even the readers sending their photos to the editors of the periodical "Kino", in the hope of getting noticed, frequently assumed Westernsounding pseudonyms or at least translated their given names into English or French (cf. Pieńkowski, 2017, pp. [32] [33] .
In terms of foreign-sounding monikers, it may have happened that an Italiansounding name was indeed Italian (cf. Carlotta Bologna, 17 the Belgian-born Italian actress, painter and journalist). However, more often it was merely a fancy stage name: Conti < Kozikowski, Petri < Pietrakiewicz, Carnero < Kujawska, or Martini < Mikołajczyk (from the artist's mother's maiden name Martyniak).
Some artists went to great lengths to conceal their real names completely. Actress Monika 18 Carlo, for instance, used to maintain that Carlo was indeed her birth surname, even though she freely admitted that she was born to a rather impoverished peasant family in a small village 19 . Another stage celebrity, Nora Ney, born as Sonia Najman into a large Jewish family in north-eastern Poland, did her best to conceal her roots. If pressured by journalists, she either refused to reveal any personal information, such as date and place of birth or birth name, or used to give the made-up name Eleonora (Rogowski, 2017, p. 140). In fact, the list of artists who in artistic life used rather fancy names, which in all likelihood may have been invented pseudonyms, is long: Ari Arkadi, Mary Alma, Filip Ende, Ina 16 Quoted after Rogowski 2017, pp. 179-180; own translation. 17 Przekrój, 1972, nr 7, p. 4. 18 She also used the exoticised spelling Monica. 19 Cf. Kino 43/1933, p. 10. She does not reveal the year or the exact place of her birth, which actually took place in 1912 in Spławie near Konin. Considering that the given name Monika might also have been assumed later in life, it is not easy to establish her real birth surname or given name, even knowing the place and the year of her birth. The fact that Monika Carlo was a pseudonym was confirmed by Radzymińska (1998, p. 341).
because of their rarity (e.g. Leokadia, Teodora, Regina) . Literary onomastics provides further examples of unusual pre-war female given names, probably diminutive: Zunia, Nira, Mika, Tunka. 23 It seems more frequent for women than men to modify their given names in this way, but examples of shortened male names can also be given: Ziemiomysł [!] > Ziem, Janusz > Jan, Adolf > Dodek, Leopold > Lo. Just as in the case of women, some changes seem completely arbitrary: Karol > Igo. In some cases, the names of both men and women were anglicized or otherwise exoticised: Dorota > Dolly; Maria > Mary, Margot; Wiktoria > Vittoria; Daniel > Danny.
Considering the inability to arrive at relevant bulk data (due to the conscious concealment by the artists of their birth names), the analyzed sample is not, and can probably never be, representative. Therefore drawing any statistical conclusions should be limited to an absolute minimum. However, the following trends may be outlined in lieu of conclusion:
-stage names different from official ones were extremely common in the interwar Poland; -they were usually styled to look like real names (mononyms were rare); -in many cases the initial part of the original name was retained in the stage name: Leopold Blumental > Leo Belmont, Martyniak > Martini;
-their function tended to be twofold: on the one hand, the detachment from real identity (including family origin), on the other -creating the impression that film or stage stars are special, different from ordinary mortals, therefore even their names are special;
-in the case of official names of visibly Polish origin, stage names were frequently obtained by exoticization to make them sound Italian, English or nondescriptly foreign (Wiktoria Kotulak > Vittoria Calma), whereas in the case of ostensibly Jewish names (which were mostly artificial German-based coinages) the typical trend was towards domestication to Polish-sounding names (Nierensztajn > Nireńska); especially in the latter respect Poland did not markedly differ from other countries of the time, including the USA (Hollywood), where changing names from Jewish-sounding to native-sounding ones was frequent among performing artists; -in some cases, especially as regards female artists, it is possible to identify the "archetypal stage name", with a diminutive-sounding given name composed of two open syllables (Tola, Dela, Rita, Ari) and a short -ski/-ska-ending surname (Delska, Koski) .
